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VARSHIKOTSAVA 

C elebrating the Varshikotsava is not just a ritual. It is 
an occasion to interact with ail the persons concerned and 
connected with the journal. It is an occasion to look back and took 
ahead too. It is an occasion to place on records the traumas and 
triumphs in the sojourn of the journal. It is an occasion to cherish. 

This is what exactly happening now with the release of the 
special volume of GUNAGRAHI, on the occasion of the first 
Varshikotsava, Due to some unforeseen and unavoidable reasons 
the Varshikotsava could not be celebrated when it was due in the 
month of June 1999. But better late than never. It is being done — 
in a symbolic way — now. 

On this occasion I am very happy to inform you that 
GUNAGRAHI has been quite successful in making its presence 
conspicuous. There has been a qualitative and quantitative growth. 
The increase in its readership and popularity is inspiring. That is 
why and how a personal computer has already been installed. We 
have been successful in going on internet and Hotmail. New 
representatives from the unrepresented areas have comeforward to 
render their services to GUNAGRAHI. It is a happy sign in the positive 
growth of the journal. 

GUNAGRAHI has many plans for the good of the musicians 
and dancers. There is a paucity of funds and I hereby request the 
lovers of music and dance, artistes and organisations to subscribe 
to the journal and donate liberally for the further growth of the 
magazine. 

GUNAGRAHI is your journal. All constructive suggestions are 
welcome in its healthier growth. 

- DR M. SURYA PRASAD . 
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MUSIC FORECAST 

By Mahamahopadhyaya 
Dr.RSoffiyanarayana 



I think there is too 
much hype about the 
millennium. Its 
striking distinction is 
numerical-the occurrence or 
recurrence of three zeros. 
Otherwise, it may turn out to 
be as eventful-or uneventfuhas 
any other year. It may have a 
sentimental significance for the 
followers of the Christ and 
they have so far played no part 
or an insignificant part in the 
origin or evolution of Indian 
music. Again, the Hindu is 
somewhat given to attach 
great importance to antiquity 
in explaining or justifying his 
thought or behaviour, though 
he is often accused of a poor 
sense of historic time. Such 
accusation cannot be wholly 
brushed aside; for the Hindu 7 s 
concept of time is 
metahistorical, tending to the 
mythological. Therefore, he 
may justify his jubilation and 
may celebrate the current 
Pramaathi year as heralding 
the fifty second century of the 
first quarter of the current 
Kaliyuga. 

And let me hasten to 
avoid a possible misconstruing 
the title of this essay. I am 
neither astrologer nor 
weatherman-professional or 
amateur. All I hope to do in 


this essay to cast leaves in the 
wind; metamorphose whatever 
I have heard or seen in music 
for slightly less than seventy 
years into some surmises, 
conjectures-or even wishful 
thinking as to what may 
happen in, or to this art in the 
next hundred years. I draw 
courage from the thought that 
the astrologer or the 
weatherman does no better. 

A. Structural changes 

1. Indian music is serial 
or homophonic; that is T its 
notes progress in a series, one 
at a time. Orchestral or other 
dispositions such as in Indian 
Jazz or the Pop involving 
simultaneous notes are-still-not 
aimed at harmony or 
counterpoint; such dispositions 
lie well within the scope and 
scan of its naitivity. The native 
character of Indian music is 
unlikely to be modified in the 
foreseeable future. 

2. Indian music is, in its 
totality and plurality, 
distinguished from all other 
musical systems by a 
conceptual quartette viz, 
raaga t taana, vaadya and 
prabandha. These have 
become firmly and deeply 
rooted in both theory and 
practice from the earliest 
known time. In fact, it is 
difficult, if not impossible, to 
imagine Indian music without 
these. Indeed, they may be 
regarded as the differentiating 
and definitive bases of its 
system. While these are stable- 


almost static-in this essential 
form, their respective contents 
and mutual interactions-their 
respective contents have been 
even changing in both space 
and time in this vast 
subcontinent. However, owing 
to interna cultural tensions and 
externalfeven extraneous) 
influences, these basal 
concepts are showing signs of 
peripheral diffusion, specially 
in the non-art genres 
(e.g.ghazal, jazz) of Endian 
music. Their impact on art 
music would continue to be 
minimal in the forseeable 
future but would render the 
non-art idioms even more 
attractive to a larger number 
of listeners. Art music would 
probably develop some 
elasticity, some innovations 
and some new technique well 
within its own resources and 
parameters, with or without 
some compromise with its 
traditiona and generate some 
contemporary relevance in 
order to keep and increase its 
audience. It would therefore 
need to bringforth dedicated, 
visionary and missionary 
leadership in composing, 
performance and teaching and 
learning. This envisages the 
building of bridges between 
tradition and innovation, which 
are mutually inclusive rather 
than exclusive. For, after all, 
tradition is the summation of 
accepted innovations, while 
innovation is a mutation in 
established tradition on the 
path of evolution. The first 
quarter of the new century 
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would contain the seeds of this 
trend,; the second would 
witness their germination and 
sprouting; the third and fourth 
quarters would enjoy the 
flowers and fruits. Such seeds 
lie within the womb of 
hackneyed, monotonous 
classical genre of increasing 
mediocrity, conventionality in 
performance and inspiration, 
with decreasing exceptions of 
brilliance and genius. 

3. Our society is now a 
quick-change 
artiste, varying its 
postures very 
rapidly in its 
several aspects, 
with an 

acceleration never 
before witenessed; 
sociocu Itural 
dynamism, 
technological 
advancements, 
information 
systems etc, are 
now rushing at us 
at an explosive rate, 
challenging us to keep in tact 
the inner repose and die graces 
of life. Globalisation of 
communication and exposure 
are shrinking the world to an 
ever smaller village. As a 
consequence, preservation of 
cultural and ethnic identities is 
becoming ever more difficult. 
Music is a cultural product of 
the collective conscious of a 
human community and it 
inevitably absorbs these 
induces and is shaped by it. 
Computer music and electronic 
music are no longer odditres 
or exotic in the Western 
hemisphere, Indian music is no 
exception and is not innured 
to such exposure and 
aggression. The question 
therefore confronts us: Does 


Indian music now possess 
enough inner resources and 
strength to use technological 
progress and cybernetic gifts 
as instruments for the 
fulfilment of its ideals and 
enhance its own vigour and 
greatness or does it succumb 
to these pressures? The long 
history of Indian music has 
shown time and again its 
stamina and strength as well 
as the power to assimilate 
alien influences and extraneous 
pressures. 


4. There is however, 
another side to this question; 
the possibility of Indian music 
allowing itself to be absorbed 
into a characterless, colourless, 
single global art form is 
remote, it is true; but there is 
an insistent cry for Fusion 
Music — fusion of Karnataka 
music with Hindusthani music, 
fustion of Indian music with 
Western music and so on. 
Some scattered effort is 
already visible in this demand. 
Western music composers are 
increasingly borrowing brief 
themes from Indian music(and 
from other musical systems). 
Some enthusiasts in India are 
trying to induct Western 
musical styles, idioms and 
forms into Indian music. These 
are still avantgarde 


experimentals and lie loniy on 
the fringe of the average 
listener's awareness. Their 
taking a central position of 
such awarenss or the music 
platform is at the moment or 
in the foreseeable decades is 
a far cry. Nevertheless, such 
experimentation will probably 
increase in the first and second 
quarters of the next century. 
But Indian music is more likely 
than not to absorb and 
assimilate such of the 
movements as are consistent 
with its ethos 
and apply these 
modern 
cosmetic to ifs 
face in about 
the middly of 
the coming 
century and 
reject the 
totally 
a n t i 1 o g i c a 1 
innovations, 

5, I have 
an intriguing 
expectation-hope, at any 
raterof the future; Indian 
music is rich in interart 
affinities such as dancing, 
painting and sculpture. It also 
has considerable synaesthetic 
potential, that is unexpected 
faculty for intersensary 
perceptions namely sound as 
colour and colour as sound. 
Much research is now being 
carried out in 

psychophysiological and 
neurological laboratories 
abroad in true synaesthesia 
and pseudo-synaethesia, 
extending the experiments to 
other sensory modalities viz. 
smell, taste and touch. Such 
investigations are based on the 
faculty of the human brain to 
receive simultaneous, multiple 
sense data and to organise 



5 



GUNAGRAHI/DECEMBER1 999 


them into a single, meaningful 
experience. Would the next 
century make it possible for 
people not only to hear Indian 
music, but also see it a 
symphony of colours, smells, 
tastes and touches through 
individual, personalised, 
ascribed equations! In other 
words, would the fifty second 
century of the present 
Kaliyuga develop equations for 
Indian musical sounds and 
rhythms in hues, flavours, 
fragrances and pleasurable, 
sensuous touches, so buit as 
to cater to individual 
preferences and tastes so that 
the experience pervades and 
integrates all sensory 
aesthesis? I feel that in the 
coming century interart 
affinition and intersensory 
integration of aesthetic 
perceptions would be a distinct 
possibility and become 
increasingly articulated. 

B. Instra-musical 
elements 

1. We may now briefly 
consider a few elements within 
the musical system. First, the 
medium; hopefully, Karnataka 
music vocalists will realise the 
importance of systematic voice 
training instead of depending 
on chance or freak. Besides 
bringing greater enjoyment to 
their own listeners, it would 
gain tolerance, if the respect 
and acceptance, and minimise 
contempt, of Hindusthani 
music lovers. 

2. As long as acoustically 
efficient auditoria are few and 
far between dependence on the 
microphone will grow in live 
concerts: recorded voice 
qualities will tend to be 
'sweetened 11 by acoustical 
gadgetry, to the detriment of 


natural voice resources and of 
scientific voice training. I hope 
this last mentioned will be 
developed to suit individual 
needs and requirements as 
well as particular 

compositional genres. 

3. Many additions will 

be made to the listening exotic 
musical instruments in our 
music with adequate 

adaptations, not only in 
orchestral ensembles, light 
classical and avantgarde 
idioms but to art music as well, 
thus enriching the colour, 
texture, range and possibilities 
of our music. 

4. Borrowals from or 
exchange with, folk music will 
continue in art music; it is 
hoped that urban mimicry of 
folk music will stop and the 
genuine folk art will be 
systematically studied and 
promoted. There is a need to 
establish and develop centres 
for the collection of authentic 
folk music and folk dance 
records for archival, research, 
teaching and comparative 
musicological studies both 
regionally pyramiding into an 
apex body. 

5. Scope and range of 

virtuosity will be enlarged in 
extant musical instruments 
with technological innovations 
and acoustical research in 
material, repertoire, 

performance methods etc. 
New instruments may be 
hopefully invented. Most 
importantly, it is to be fervently 
hoped that methods of 
manufacture and repair will 
be developed to ensure 
uniformly excellent quality in 
instruments by discovering all 
the empirical and technical 
variables in instrument making 


and relating them in empirical 
and theoretical mathematical 
equations. At present, the tone 
quality of a musical 
instrument is largely left to 
chance and whim. It is 
important that the 
instrumental performer is 
consulted so that his needs 
and problems may be 
addressed instead of en mass 
regimentation in 

manufacturing. 

6. Another important 
need in this field is the 
developing of a notational 
system for each instrument for 
manual techniques of playing 
along with slow-motion 
vedeographs for near and 
distant teaching. The 
dimembranophonesfe.g.the 
mridanga) may be cited as an 
example. Bach drumhead 
should be divided into radial 
sectors and fixed with a 
numeroditeral symbol. The 
palm and fingers of each hand 
are also suitably divided and 
similarly symbolised. The two 
then may related to each other 
in terms of the type and degree 
of contact as well as the 
vocalised instrumental sound 
(sollu paata). Thus each 
element of the playing may be 
synchronised and mapped. A 
practical difficulty here is the 
arriving at a consensus among 
the exponents regarding the 
correspondence between the 
instrumental sound and the 
vocalised syllable; for, different 
schools have developed their 
own equations between the 
two; each individual 
percussionist builds his own 
polyvalent equations— 
different drumhead sectors 
and hand sectors are 
sometimes associated with the 
same vocalised syllable and 
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vice -versa* It is to be hoped 
that some thought and effort 
would be bestowed in the 
years to follow on this aspect 
of our music. Excellent work 
has already been done on the 
tabla. 

7. The Gurukula system 
of music education is almost 
irretrievably extinct, in spite of 
some earnest attempts at 
revival are being made in one 
or two institutions* The 
institutionalised system has 
come to stay. It is necessary 
that the latter should eschew 
the worst and incorporate the 
best in both. Conceptual 
infrastructure including 
Principles and Philosophy, 
Aims and Objectives, Methods 
and Teaching Aids, 
Assessment of Aptitude and 
Performance, Abnormal 
Music Learning, Place in 
General Educational System. 
Inter-art and Inter-disciplinal 
Ramifications etc, yet remain 
to be established in music 
education in consonance with 
our cultural traditions and 
with the modern needs and 
aspirations. The scope and 
purpose of music education at 
various learning strata such as 
the primary school, high 
school* preuniversity, 
university and conservatory 
should be dearly defined and 
distinguished. Music education 
needs to be diversified with 
break-throughs such as 
Sociology of Music, Adult 
Music Education, Informal 
Music Education, Distant 
Music Education, Music 
Composing, Music Criticism 
etc. etc, All this applies, 
mutatis mutandis, to musical 
genres other than classical, 
also. Much progress may be 
expected in this area in the 
coming century. 


8. Concert patterns of 
both Karnataka music and 
Hindusthani music have 
evolved into the modern 
format during the past one 
hundred years or so. It is now 
tending to be stale and stiff in 
repertoire and convention 
both in the electronic media 
and platform. This is 
somewhat due to the deadend 
which music composing has 
reached in the classical and 
other genres* Creativity and 
originality in composing has 
become lustreless, reduced to 
the conventional and 
conservative* Spontaneity, 
vigour and inspiration are 
replaced with straining and 
groaning (-a 1 most te nesmus ! ) * 
This has naturally influenced 
platform concerts. 

Organisations arranging 
periodic music concerts and 
available music auditoria have 
not kept pace in number with 
the growing population and 
music performers* Large 
urban distances, time and 
money involved tend to 
dissuade urban music-love, 
from attending live concerts 
while the ready and relatively 
inexpensive canned music and 
recording and listening 
equipment have induced him 
to stay at home and listen to 
the music of his choice in 
comfort and leisure, so that he 
is inclined to feel that loss of 
rapport with the musician 
possible in live concert is a 
small price to pay. This trend 
is likely to increase in the 
coming decades. 

9* Post-Independence 
India witnessed a 
democratisation of music by 
bringing music listening of a 
wide variety in style, composer 
and performer within the 
common man's reach. 2!**s 
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became possible of 
technological advancements. 
However, largely due to a sad 
lack of preparation, vision, 
planning, policy-formulation, 
administrative acumen and the 
art of governance among the 
political leaders, democracy 
has dismally failed in the 
political, sociological and 
economic aspects of the life of 
the common man. This is true 
of the arts also, especially of 
music* It is true that there was 
some enthusiam and euphoria 
in the third quarter of trhe 
twentieth century; it is equally 
true that the final quarter also 
witnessed a disillusionment. 
Among the reasons for this 
failure may be mentioned: 
inability of quality to keep pace 
with quantitative explosion, 
inability to guard against 
proliferation of weeds, inability 
to keep at bay the politicking 
musician of inferior music 
ability who has to survive at 
the expense of genuine talent 
and excellence* Governmental 
myopic policies, including an 
inability to formulate a clear 
cultural policy, bureaucratic 
corruption and favourtism 
have much to answer for. The 
new century will hopefully 
usher in a true democratisation 
which means equal 
opportunities and healthy 
competition for all to achieve 
excellence and proper 
recognition and promotion of 
merit. 

A century is but a speck 
in eternity and in the path of 
human evolution. And the 
Kaliyuga has still to journey for 
4,26,900 solar years. But 
human life is short and a 
century is longer than it. How 
are we going to fare in the new 
century? 
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SAHITYA AND NRITHYA 

- by DR M SURYA PRASAD 


[Music can exist without 
dancing but the dance cannot 
servuive without music. 
Dancing is really a 
visualisation of music and even 
in an absolute dance like the 
tandava which is performed to 
rhythmical words, it is more 
effective when these syllables 
are sung to musical notes. 
Therefore, it is obvious that 
music for dance has to have 
a) musical value b) rhythmic 
potential and c) sahitya or 
literary content which is what 
is being highlighted in this 
article}. 

Music and dance are 
often described as '“two limbs 
of the same human form." 
Some of the musical pieces in 
Sanskrit classical drama are 
rich in sahitya and were 
definitely meant bo be danced 
especially in the Upa Roopaka 
forms of Sanskrit literature 
and the sangeetha nrithya of 
the medieval period. Several 
operatic works were written 
between the 1 3th and the 1 9th 
centuries, meant obviously for 
dancing like Jayadeva’s Geeta 
Govinda. In addition both in 
northern and southern India, 
several musical forms meant 
primarily for dancing were 
composed like the Bhajan, the 
Thumri, the Pada Varna, 
Padas and Javalis. Strangely, 
enough music and dance seem 
to be the only two arts that 
have maintained a continuity 
with the Shasiric traditions of 
yore. 

The dancer not only 
weaves abstract patterns of 
movement to purely melodic 
patterns set to tala or rhythm 


but she interpretes through 
stylised gestures the literary 
content of a musical piece set 
to tala and melody. 

Abhinaya in 
Bharatanatya: 

Bharatanatya which is 
what is prevalent and popular 
in Karnataka gives us a true 
picture of how music and 
dancing are woven together to 
form a beautiful pattern of 
melody, rhythm and literary 
content or sahitya and 
interpreted by the dancer 
through nritta, nrithya and 
abhinaya or mimetic gesture 
while variations of the melodic 
line set to a metrical pattern 
guide the nritta sequences the 
sahitya or the words of the 
musical composition 
determines the abhinaya of 
Bharatanatya, like Pada, 
Geetha, Keertana and the 
varna* Word, gesture and 
expression are harmoniously 
synchronised and rhythmically 
rendered within the format of 
the technique to interpret the 
literary theme of the song. 

Significance of a 
Vama: 

The varna is a good 
example of a complex musical 
composition of Kamatik music 
giving scope to the dancer to 
combine nritta, nrithya and 
abhinaya of the highest order. 
In the interpretation of sahitya 
by the dancer she or he has 
the freedom to interpret the 
meaning of each line in a 
number of ways without 
deviating from the actual 


meaning and mood of the 
sahitya. Herein lies the skill of 
the dancer who, starting with 
the dominant mood or sthayi 
bhaava of the song is at liberty 
to c o off at a tangent to depict 
various transitory or sanchari 
bhaavaas which occur to her, 
finally getting so involved with 
the nuances of the sahitya that 
she is interpreting, that she 
finally becomes one with it and 
attains a state described as the 
saafwika bhaava. 

Nayaka-nayika 

bhaava: 

The theme of the sahitya 
used in dance is usually based 
on the “Nayika- Nayaka” 
bhaava, symbolic of a 
devotee’s yearning for God, or 
of the Jeevaatma for union 
with Parmaatma. The nayika 
is the lover usually, a woman 
and the nayaka the Beloved, 
a man. This concept is known 
as Shringara bhakti, the most 
unique contribution to dance. 
Shr ngara or erotic love leads 
to bhakti or absolute devotion, 
although the same lines of 
sahitya or words are repeated 
by both the musician and the 
dan:e both improving within 
the rag a and sahitya of the 
song to convey as much of the 
mood and meaning of the 
literary content as is possible. 

The Pada: 

The pada is a musical 
piece specifically belonging to 
dance, music and again deals 
more often than not with 
shringara and the naiyka- 
nayaka bhaava, giving the 
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dancer great scope to depict 
the bhaava in a variety of ways. 
In the Javali, the bhakti or 
devotional mood of the song 
is replaced by a lighter vein of 
erotic love, human and 
sometimes downright eaithly. 
The shloka with its devotional 
sahitya, is performed by the 
dancer at the conclusion of her 
recital in a spirit of para- 
bhakti, 

Abhinaya m other 
dances; What has been 
described above of 
Bharatanatya is true of the 
other styles of classical Indian 
dance, such as Kathakkali, 
Kuchipudi natya, Odissi, 
Manipuri and Kathak. 

Since Kathakkaii is 
essentially, a dance-drama, 
the sahitya is highly fonnallised 
and rich in literary content 
often being extracts from 
renowned literary 

compositions is Malayatlam, 
Sanskrit and also 
Manipravala(a combination of 
Sanskrit and Malayalamj. The 
Raas dances of Manipuri are 
based on the sahitya of 
Jayadeva’s AshtapadiS and 
now in moder times on tongs 
and poems composed by 
renowned Oriya Poetd For 
abhinaya in Kathak , special 
musical forms like the bhhjans, 
thumris and dhammarsi were 
composed and used. 
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Narayanateertha and 
Siddhendra Yogi composed 
great operas around which 
Kuchipudi natya was built up. 
Similarly, Maharaja Swati 
Tirunals songs are the basis 
of Mohini Aft arm 

Kannada songs: 

In Karnataka, sahitya of 
a very high order has always 
been used in Bharatanatya 
performances. Ancient 
Kannada poets were 
connoisseurs of dance and 
music and their compositions 
can easily be used for dancing. 
As for the Devaranamas 
composed by Purandaradasa 
and Kanakadasa with the 
sahitya being full of the 
descriptions of Vishnu and ten 
incarnations, no Bharatanatya 
recital, not only in Karnataka 
but anywhere in world, is 
complete without including one 
or more of them. 

The Javalis composed by 
the great composers of the 
erstwhile Mysore Royal Court 
especially for the renowned 
Asthana Vidushi like the late 
Jetti Tayamma and 

Dr.K.Venkata!akshamma are 
very popular with 

contemporary dancers who 
have also begun to use :he 
poems of the great modern 
poets like Kuvempu, 
D. V.Gundappa(DVG) and 


others and the lyrical operas 
composed by PUTINS 
(Dr.Pu.Ti. Narasimha char) in 
their rectials with great 
success. 

Need of the hour: What 
is however, very much needed 
is vamas in Kannada, Could 
the great musicians and 
composers of Karnataka give 
this matter a serious thought 
and do the needful? The vamas 
of the Tanjore Quartet are a 
case in point of how the 
complex piece of musical 
composition with 

comparatively simple and 
elegant sahitya can inspire a 
dancer to rise to the heights of 
creativity. What we need today 
are more and more literary 
compositions by leading poets 
which can be set to music and 
which can be interpreted by 
the dancer through abhinaya. 

The bliss: It is said that 
the “word set to music, danced 
through sculpturesque poses 
which seeks to evoke a 
particular state of Being 
provides to the performer and 
the spectator a heightened 
experience, appropriately 
called “Rrahmananda 

Sahodara.” 

In short, just there can 
be no dancing without music, 
there can be so significant 
abhinaya without sahitya of a 
high order. 



CHANGE OF ADDRESS: 

R.F 

.KESHAVAMURTHY (Veteran violinist) 

Site No.43, “ 

J ragati Mansion", fiat No. 301, 2nd floor, Margosa Road, 

3rd main 

oad, Malieswara, Bangalore- 560 003. Ph. 3462554. 


******** 

S 

UNDARI SANTHANAM (Dancer-Guru) 

No.i: 

61 , 25th Main, 24th Cross, Banashankari 1! Stage, 


Bangalore-560070. 
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HATH AK - NATWAR1 NRITY/ 


By MAYA RAO 

K athak the very term is derived 
from the art of the story tellers 
Kathakas or Kathakars* It is said 
“Kathak Kaheje so Kathak Kahave.” But 
through the centuries the style itself came to 
be known as Kathak. In present times, the term 
Kathak conjures up visions of a dancer 
displaying virtuosity in spinning and footwork 
or Chakkar and Tatkar respectively. Kathak 
has acquired this character of contrasts 
because of the various stages of evolution it 
has passed having had patronage from 
different sources. 

As said before Kathak had its beginnings 
in the temples of Rajasthan and Uttar Pradesh 
where the Kathaks interspersed their narration 
of the stories from our epics with dance and 
song. 

With the devastations of temples in the 
1 Oth and 14th centuries by the Muslim invaders 
the dance form of the Kathakas underwent a 
period of silence for some centuries till it was 
revived in the courts of the Mughals where it 
gained a secular colour with the aura of the 
Royal Courts. From the devotional it became 
an entertaining art. Similarly Kathak received 
an impetus from the rulers of Rajasthan. 

As the themes for dance contained the 
Radha-Krishna or Shiva-Parvati episodes, the 
dancers stifled the story-element making way 
for decorative gestures, stances and lyrical 
movements, speed and virtuosity also became 
the mainstay of the dance form, thereby 
emphasing the technical aspect. The tukdas 
or rhythmic patterns of the Ras period were 
given sophistication with complicated rhythm 
variations and a dazzling display of spins and 
footwork. 

Thus the form acquired a fragmentary 
character till patrons like Nawab Wajia Ali 
Shah of Ohdh (Ayodhya) found the need of 


reinstating the st 
element of the 
Ras Leela into 
He composed a danc* 
theme calling it Raha 
Ras) taking the main 
chief court Dancer ai 
helped with the techn 
this, Thakur Prasa 
Bindadin and Kalka 
the style of Kathak w 
Maharaj Bindadin wit! 
contributed to the revi 
while Kalka Prasad 
sequences. Kalka 
Maharaj, Lachu M 
Maharaj have invigor 
contributions and the 
have popularised the 

While the style c 
in Lucknow empha 
expressive aspects o 
flourished in Rajasth* 
the vigorous aspects 
rhythmic patterns. Ar 
of the Rajasthan ct 
Pandit Sunder Prasa* 
the early twentieth ce 
with disciples outside 


-drama woven on the Ras 
'* (the Persiansynonym for 
role of Krishna in it. His 
id mentor Thakur Prasad 
que of dance. Inspired by 
d’s nephews, Maharaj 
Prasad further enriched 
th the story-element in it. 
i his musical compositions 
;al of the spiritual content, 
enriched the pure dance 
^rasad's sons Achhan 
aharaj and Shambhu 
ited Kathak through their 
disciples trained by them 
form, 

f Kathak which flourished 
rised the graceful and 
dance. The style which 
n brought to prominence 
spiced with complicated 
nongst the many dancers 
urts, Pandit Jailal and 
I dominated the scene in 
itury and shared their art 
Rajasthan too. 


Thus came the wo Gharanas, known as 
Lucknow Gharana in Uttar Pradesh and Jaipur 
Gharana in Rajastha i. 


While I was co 
history of Kathak, 1 ; 
Mrharaj to enligho 
Kathak and the era 
recognised as a Gas 
style. He smiled sayir 
the dustry papers 
Libraries to find the oi 
he said, “my forefa 


nducting studies on the 
sked my Guru Shambhu 
n me on the origin of 
in which it came to be 
sical or cultivated dance 
g “why do you get lost in 
>f historical records in 
igin of Kathak?” “Listen”, 
thers saw the vision of 
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Krishna dancing and end| 
that in movement and 
Natwari or Kathak. And, 
are still trying to interpn 
vision!" 


favoured to translate 
expression, that is 
we t the descendants 
te the beauty of that 


The height of imagi: 
wonderment of the divine 
passed on in an oral trad: 
to generation, [ know, 
analyzed the dance 
chronological order or his| 
records of pinpointing 
in distinctive periods or 
While referring to the Kai 
tradition, Dr. Anand Goorjii 
scholar has eulogised 
Bindadin, the celebrated 
words: 


iijiation with which the 
dancer is woven and 
tion from generation 
[vill get stifled if we 
tyle to fit into a 
:ory. Hence, historical 
evolution of Kathak 
hras have evaded us. 
it|iak dancers and their 
Larswamy the reputed 
fjthe art of Maharaj 
Kathak Guru in these 


[ the 


:iA 


unpip 


“I have never seen, 
better acting (Abhinaya] 
Lucknow, when an Old 
and a teacher of many 
herd-girls (Gopl T s) cor 
Krishna. This famous d^ 
Bindadin is a devout B: 
action song as this did 
depend on his genius for 
he may have composed 
for it. It belonged to the 
of the Cowherd God Kri: 


Coming back to th 
while we have reference! i 
early times, with me 
Ra may a na , Maha b h ar a 1 1 
actual style of presentatic r 
texts than the Puranas a! i 
in the Northern and Nor 
India but do not specify th l 

It is only from the ris 
its influence in 15th anc 
that we find reference 
mode of dance with the| 
RAdha Krishna legend 
find traces of Kathak] 
evolution of Has Lila 


|nor do I hope to see, 
than 1 saw once in 
an, poet and dancer, 
ijiany dancers, sang a 
int to the mother of 
ncer whose name is 
jahmin, But such an 
belong to him, or 
|ts being, even though 
the particular words 
race and its Old vision 
< hna’\ 


te history of Kathak, 
to Kathak from very 
Jhtion made in the 
and other books, the 
n is not defined. Later 
so mention the dance 
:th Eastern region of 
e style of presentation. 

i m of Vaishnavism and 
1 6tli Centuries A.D. 
Kathak as a distinct 
popularisation of the 
4een in Ras Leeia. We 
white studying the 
Lvhich has links with 


t4* 


RAS AKA, and HALLISAKA mentioned in the 
ancient texts like Natya Shastra as well as 
medieval works. 

There are basic similarities between Ras 
Lila and Kathak in Abhinaya and Nritya which 
are found in the use of Spins (Chakkars) Gats 
(Gaits) Ka vitas (Poems recited in rhythm) and 
rhythmic patterns woven around the syllables 
TA THEI THEI TAT, Even in the poetry of 
Surdas and Ashtachap poets we find terms of 
Kathak used, When Kathak travelled from the 
temple to the Royal Court patronised by Mughal 
rulers like Akbar, Jehangir and Muhammad 
Shah Rangila, a series of new features were 
added to Kathak to suit the new environs. 
Nevertheless there were emperors like Jehangir 
who allowed the best of the old traditions to 
continue. The Sangeet Darpana, gives 
descriptions of dance sequences seen at the court 
of Jehangir- The Pushpanjali bears striking 
similarity with Rangmanch KI Pooja (tukda) still 
performed in Kathak, Later accounts describe 
it as Salami. 

A lot of source material is available in the 
paintings too. 

As K.Vasudeva Shastry says the beautiful 
form of dance rendered to the accompaniment 
of Drupad and Dhamar is admirable but to 
pinpoint its origin and development is difficult. 
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S.K.Lakshrninarayana(Babu) ] 

MYSORE: 

Gana Bharathi: Veene 
Seshanna Bhavana, Kuvempu 
Nagar: Dec. 10 Nrithya 

Aradhana by Nupura 
Kalavidaru* Dec. 12 

Hindusthani vocal by Sushma 
Kashyap. Dec. 13 

L.Ramaseshu (Karnatak 
vocal)* Dec. 20 to 24 
Dr.Devendrappa Centenary 
celebrations, Dec, 25 to 27 
Natyacharya M.Vishnudas 
Memorial Dance programme. 

BANGALORE: 

Malleswaram Sangeetha 
Sabha: Gokhale Institute of 
Public Affairs, Malleswara: 
Dec. 5 Pandit Sohanlai 
Memorial Endowment dance 
Programme: J.Apoorva 

(Bharatanatya). Dec* 11 
V.Kalavathi (Kamatak vocal)* 
Dec. 12 Veena Venkata 
subbaiah birth centenary 
concert: M.R.Shashikanth 
(veena)* Dec*26 to 2-1-2000 
Sri Hanum jayanthi young 
artistes music festival series 
jointly with Ananya Cultural 
Academy. 


CALENDAR OF 


age Every Friday Cultural 
— _ J Evening Programmes: 
Yavanika. Dec. 10 Syed 
Sallauddin Pasha 

(Bharanatya). Dec* 1 7 
Saraswatht Narayan 

(Karnatak vocal). Dec. 24 
Suryanarayana Panjaje 
(Yakshagana). Dec,31 
Anulekha Tagore 

(Bharatanatya)* 

Bharatiya Vidya Bhavan: 

Dec. 10 S.Snehashri 

(Bharatanaty). Dec. 14 Bhakti 
Sangeeth H*K.Narayana. 
Dec*21 Anita Shivaraman 
(Bharatanatya). 

BHAVANOTSAVA 99: 
Dec. 22 Inauguration. Dance- 
drama "Vikramorshiya” at 6 
P.M.by Abhinaya Bharathi 
directed by Dr.S.R.Leela. 
Dec. 23 a dance feature 
Kalpana by Padmini Ravi. 
Dec. 2 4 5 pm Pt.Raghupati 
Hegde(Hindusthani music))* At 
6.30 p*m. Haridasa 
Nadanjali; a musical opera 
directed by Mysore 
V.Subramanya. Dec. 25 

Cultural evening by the 
students of Bhavan's School 
of visual and performing arts. 
De.26 Veena duet by 
R*K. Suryanarayana and 


With Best Compliments from: 


Guru Radha Sridhar 


VENKATESHA NATYA MANDIR ( 

R) 

'Prabha 1 , 114/3, Gavipuram Main Road, Bangalc 
Ph: 602161 Res 609930 Off 

re-560 019. 






FROM ABROAD 

- By Nachiketa Shar 
California, l 

Pt, Prabhakar Kare tar 
entertains 

Prabhakar Karekar gave a 
Hindusthani class cal 
performance at the Bhalc rao 
residence in Cupertino, 
California on Nov. 6. “he 
concert started an excuse ibiy 
fifteen minutes late and u ent 
on at length till 12.40 A* M, A 
singer of fine calibre, Kan kar 
displayed his prowess as veil 
as his fettle in the classical 
realm, a territory to whicl i he 
has migrated from his ear iest 
stint of primarily natya< eet 


He started with the beautiful 
evening melody Maru Behag. 
This raga deserves a thorough 
expounding and unmitigated 
discovery so r j to ensure that 
the potential of the raga is fully 
realised. Much to one’s 
disappointment, Karekar 
denied us this pleasure. It 
seemed as though he was so 
resolute in dishing out an alap 
with unchecked speed and tans 
with superswift execution that 
he conspicuously skipped 
meting out that soft, sweet 
core of gradual delineation 
with a meditative nyaas, an 
essentiality that can lot fail to 
soothe the performer and 
audience alike. Let no mistake 
by made, his seventy minute 
Maru Behag was eminendy 
entertaining. One wished he 
had rendered all the justice to 
it. He sang a lovely “Shubha 
dina ayo” in vilambit ektal and 
the lovelier “Man lagyo na 77 in 
drut teen tal both of which are 
compositions of the 
unmistakable PtRamashreya 
“Ramarang tf Jha, It was a 


treat witness the joyful play of 
tan, tal and drut bandish, a 
game in which the tabla of 
Subhash Kamat and the 
harmonium of Aravind Thatte 
played superably executed 
innings. 

Karekar sang Hameerfor a 
madhyalaya and drut bandish. 
An exquisite Nirguni bhajan 
by Dharmadas could have 
been better. Madhukauns 
featured in the post-interval 
session too were not upto the 
desired level and impact. But 
rag Sohni evoked a great deal 
of enthusiasm. He infused his 
brant of infectious energy with 
this raga. The Kumar 
Gandharva bandish “Rang na 
daro Shyamajr was beautified 
with tans coupled with 
energetic boitans. His singing 
of Kaushi Basanth(a 
combination of Basanth and 
Malkauns; “Ritu basanth ayi 
ri”) and raga Pahadi(“Jamuna 
kinare mere gaon”) were 
passable. A Tappa in mishra 
Kafi “O miya jaane vaale" was 
the best piece of the evening. 


Guku S.N. lyothi Pattabhi 


SADHANA SANGAMATRUST, 

48, H.!. 3., K.H.B. Colony, Basaveshwaranagar, 
Bangalore - 560 079. 

Telephone: 080-330 37 48 
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CASSETTE REVIEW / Kusuma Rao 


“Laya Taranga”— an 
ensemble of Percussions, It is 
a team of young, ambitious 
and talented percussionists 
making headway in the 
Karnatak music field. Their 
first musical production 
“Punarnava” has seen the light 
of day. It contains on side A: 
“Mahaganapatim ,, (nata) ( 
"’Reverie” (Hemavathi) and 
“Monsoon Muses” (Amrita 
Varshini). 

The high pitched, bright 
and cheerful piping notes of 


the flute make for a very 
refreshing beginning and give 
the cassette a rollicking start. 
The rich and varied 
ornamentations by the 
instrumentalists surrounding 
the phrase “Maha kavya 
natakadi priyam ' are good. 
The plaintive strains of 
Hemavathi are charming and 
pleasant. The tana 
reverberates with vibrant 
rhythmic patterns. Raga 
Amritavarshini celebrating the 


Wttlk 


whole Sale Deale 


Commission & Gene 

43, J.C. Road, Bangalore 
Grams: 'AGENCY', Phor 
Res: 6718822 


Cy (Bangalore) 










Dr. A,H. Rama Rao & Sudha Rao page 


QUIZ OF FINE ARTS. ...i5 


1 . What is Ekadhaafu Divyanama keertana? 

2. Give an example for the above. 

3 . What is its speciality? 

4. What is Dwidhaatu Divynama Keertana? 

5. Give an example for the above. 

6. How is it sung? 

7. Who is a Eka mudraakaara? 

8. Give an example. 

9 . What is the speciality of Eka mudraakaara? 

1 0 . Give an example. 


LUTION TO QUIZ OF FINE ARTS.... 14 


The second section of the main part of the 
body of the raga alapana. 

The saneh ras herein are principally 
confined to he mandra sthayi with 
occasional flights into the other octaves. 
The sane ha ras reveal the individuality, 
creative talents and imaginative skill of the 


performer. 

4 . A raga with two of the sapta s waras deleted. 

5. An audhava raga. 

6. A second set of five ghana ragas. 

7. Kedara, Narayanagowla, Reetigourla, 
Saranganata and Bhowli. 

8. Nata, Gowla, Arabhi,Sri and Varali. 

9 . TTie third note of the scale in European music. 

10. Gandhara. 

' MANI. 


PHOTO QUIZ 



NAME THIS ARTISTE 


VISIT 

IntffiiMa! H mm fatr 
tektopyiram Pum Sift Saras 

SfiREE HOUSE 

Jor a wide range of Jasfiionabk $i[fe 
and Cotton Sarees, Toficoft Sarees 
and other Sarees in ad Ranges at ad Trices. 

Opposite Lalbagh West Gate, R.V. Road, 

V.V. Puram, Bangalore - 560 004. Phone: 6613064 
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Tuning to Perfect Note with Pt. D.B. Harindra 


by Sftruti Nanavaty 


F or veteran mu 
Pandit 

Harindra, recognition 
accomplished musiciai 
teacher of high calibre 
only a coincidence of ci: 
tances. It 

has nothing 

to do with 
publicity, he 
says. Inf act, 
this 
multifaceted 
personality 
shuns 
publicity 
and does not 
believe in 
commercial 
ising his art. 

Having 
given more 
than 6 
decades to the art of r 
Pandit Harindra sees mi 
an inseparable partner 
and feels that the grt 
achievement in life for 1 
for music to happen to 
He attributes his m 
genius mostly to his 
Pandit Shankara Sada 
Joshi, under whom he tr 
from 1942 onward* 
several years. He found 
S.S. Joshi to be very < 
mined, a rare quality t< 
ina guru in those days. H 
encouraged by his gu 
listen to a variety of musi 
and imbibe their 
qualities. Thus, this inhi 
quality, is what Pi 
Harindra possesses even 1 
He sees himself as a le 
and ventures into finding 
possibilities to present < 


For him it is a non-stop 
venture. He was also guided 
by the great Pandit Shankar 
Dixit Janthalli of Hubli, Pt. 
Narayan Roa of Hyderabad 
and Pt. Ramarao V. Naik 



Pt. Harindra with Srnthi Nanavatfiy 

during 1948 and 1958. 

Pandit Harindra’s life 
has been a creative one. In the 
field of music, you name it and 
he has done it all. From being 
a regular performer at AIR 
(for 30 years) and prestigious 
music platforms to being an 
active musicologist, having 
presented papers and 
conducting lec-dems at 
improtant conferences. He has 
also contributed innumerable 
articles and reviews for various 
dailys and magazines. His 
landmarks are his outstanding 
contributions to music 
literature namely his article in 
‘Bharatiya Kaladarshan' 
(publised by Sangeeta Nritya 
Academy, 1963), his extension 
lecture on Hindustani music 
published by Bangalore 


University and his paper on 
The role of Kannada in 
Hindustani music-tommorrow 
at World Kannada Meet, 
Mysore in 1985. As an 
examiner, he has been invited 
several times 
by the State 
Government 
and Gandharva 
Mahavidyalaya 
of Mumbai. He 
also served as a 
member of 
Audition Board 
of Akashwani- 
Bangatore 
during 1992- 
1995. 

P a n d i t 
Harindra's 
views are very 
distinct and 
convincing. He has a way with 
words and one brings back 
knowledge after having 
spoken to him. He has a lot to 
say about music from his 
experience and it is due to 
such veteran s wisdom that our 
music have been surviving. As 
the days zero down to the 
coming of the next millenium, 
it is but essential to re-think 
and re-discuss the significant 
aspects of our Indian music in 
the century that shall soon 
pass. 

Excerpts from an 
interview for GUNAGRAHI; 
Q,*. Sir, I would like to start 
by asking your views on the 
controversy involving the 
Gharanas and their 
significance today? 

A... This has become a 
prestige issue for a few and it 
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is gradually diminishing in its 
real sense. Meaning that those 
very much in want of the 
symbol, seek to retain the 
name of Gharana, This is 
because Gharana doesn't seek 
to evolve into something new. 
Infact, the concept of 
Gharana tries to limit one's 
capabilities. For this very 
reason, persons with talent 
want to develop an enriched 
music and are trying to 
maintain growth in music, 
which is very much in wanting. 
For a beginner, it is for 
sometime necessary to adapt 
oneself to a Gharana for the 
sake of discipline. But 
thereafter, one has to 
maintain an open mindedness 
towards the ousianding 
features of other Gharanas 
and in turn try to develop an 
individuality that one is gifted 
with So f conclude that the 
concept of gharana as such 
should not make a singer, a 
fanatic. At th end of the day, 
one has to accpet the truth 
that there are as many 
Gharanas as there are 
individuals in the field of music. 
Q... So you are open to the 
fact that one should imbibe 
qualities from other Gharanas. 
But some people onsider this 
as mixing of various 
Gharanas.. 

A... There is nothing such 
existing as mixing of Gharanas, 
because the finer points in 
each Gharana need not be 
overlooked and if it is upto the 
keener sense of a developing 
artiste to adopt anything good 
in music. So there is nothing 
like mixing gharanas. One is 
just taking what is good, that 
is all. 

Q... What place does the 
theory aspect of music hold in 
an artiste's career? 


A... Theory of music, 1 would 
say is to some extent an 
important aspect of training. 
It is based on the nature of a 
rag and useful for performing 
ability and proer analysis of a 
rag. It helps us to learn about 
the rag’s limitations as well as 
what greater possibilities there 
are. Theoritical knowledge 
makes us see reason behind 
what we do in music, But this 
does not mean that an artiste 
should become too involved in 
the theory aspect because this 
would only hinder his search 
for new discoveries. That 
attitude that there is nothing 
beyond what has already been 
done should not be 
encouraged. 

Q... Could you elaborate a 
little on the time theory that 
we follow in Hindustani music? 
A.„ The time theory has been 
there for centuries. The time 
concept for a raga, is based 
on the congenety of the 
existing season and also 
difference in the effects of 
different parts of the day and 
night. So it is nothing as such 
being imposed on a singer. 
Because of the unsuitable 
condition for the concerts 
being forced upon both the 
artistes and organisers, the 
only choice left to a musician 
is to try for the proximity of 
time suited to each item or 
rag, he presents. Thus as far 
as possible, the Rag should be 
sung according to time. As 1 
always say that : 'Raga, Rasa, 
Samaya' should be borne in 
mind. It is only when a rag 
sung at the right time that the 
Rasa flows so naturally. Rasa 
has got to be there in a rag. 
Q... What is the right method 
to present Jod rags? 

A*„ See the rule of thumb in 


concets exceeding 
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ficient in many arts, and a 


is a lecturer in Telugu. Padmanabhiah. He had his 

scholar in Sanskrit, Telugu lessons from the great 

ind Prakrit, master of on e of Sheshanna also, whom he 

he most elegant literary knew very intimately And at 

stryles, perhaps the the instance of the then ruler 

profoundest among of Mysore, Chamaraj 

musicologists, musician of an Wadiyar, he went to Tiruvadi 

sxcellent order. Sarma has and had his training under 

contributed much to Mysore's Patnam Subrahmanya Iyer for 

culture. nearly six years. He returned 

to Mysore and was appointed 
K.VASUDEVACHARYA court musician. 

"You are my gift to An eminent authority in 

Mysore ’ 1 so said Patnam the science of music 

Subrahmanya Iyer, one of the Vasudevacharya was also an 

most luminous stars in the excellent vocalist. He used to 

firmament of South Indian accompany Bidaram 

music, when Vasudevacharya Krishnappa. Madhyamakala 

took his leave after years of singing is his speciality* Besides 

tutelage. He was the last in the his attainment in rendering 

train of giants; he belongs to music, he is a composer of no 

the vigorous tradition that is mean merit. Many beautiful 

and popular songs stand to his 
credit. During his long life he 

t has been blessed with the 

friendship of many a great 
soul; Veena Sheshanna, 
Bhakshi Subbanna, Bidaram 
Krishnappa, Tiger 

Varadachari, Muttaiah 
Bhagavatar, Ramanatha 
puram Srinivasa Iyengar and 
others. His music bears the 
stamp of influence from three 
immortal personalities in the 
field of South Indian music, 
Patnam Subrahmanya Iyer, 
I Mahavaidyanatha Iyer and 
Tirukkodikaval Krishna Iyer* 
He worked also as the 
now, alas, fading ostensibly. principal of Kalakshetra at 

Born in Mysore, his early Adyar, 

enthusiasm was for music but 
circumstances forced him to 
join the Sanskrit College at 
Mysore, where he acquired 
proficiency in the sacred 
language. But alongside 
continued his study in music 
under one Subbaraya, a 
neighbour and later under the 
famous Mysore 


:reet enthusiast 


In t res ted avidly in the 
illectual pastimes, he soon 
:ame a scholar of 
isidemble eminence in many 


The recent history of 
Mysore would be meaningless 
without a reference to the 
illustrious Krishnaraja 
Wodeyar IV, the late 
Maharajah. Educated on the 
best of Sines, the Maharaja was 





officers for the vaiious 
departments and was 
personally supervising th* day- 
to-day affairs of the 
government at the top ievei. 
His was a deeply pious soul 
and there was indeed 
something of a saint ebout 
him* Few rulers in Ind a or 
elsewhere have done so i nuch 
good to their people . The 
name of this Maharaja will 
ever be fresh in the menory 
of Mysoreans* 

SRI CHANDRASEKARA 
BHARATI 

Sringeri is one of thi ; four 
monastic pontificates set upby 
Sankaracharya in the sight 



pontiffs, was the most eminent 
of contemporary saints, Sri 
Chandrashekara Bharati 


influential religious centres in 
South India, he was 
withdrawn and intent on 
spiritual aspirations. Besides 
being a sage whose mere 
presence has a salutory effect 
on those present around, he 
was a great scholar as his 
commentary on 

Vivekachadamani and his 
numerous lectures and 
discourses evidence. 

Not so well known in his 
poetic talent; he has composed 
over thirty lovely poems in 
Sanskrit which breathe an air 
of spiritual heights; in them is 
seen the surety of a scholar ,the 
delicacy of sentiments and 
fineness of taste* 



century A,D. Thirty foui 
the line of succession of 


th in Swami (1892-1954). Even as 
hese the head of an extremely 
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